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abstract
In the Tagalog language, matingkad is used when describing colors or light. Its English translation,
flamboyant, usually describes a character of a person - a queer, performer, drag?
People have called me flamboyant due to the way I dress, my gestures, and how I approach my
work. Because of this, I have experience discrimination and abuse towards my race and gender,
as well as my citizenship status. Therefore I have learned to begin employing flamboyance to be
opaque (matingkad na kulay).
With this experience, I had to adjust the opacity of my body as a way of survival by learning how
to camouflage and shapeshift. These strategies are seen in my paintings, installations, weavings,
and performance. My work became matingkad. They became generative as if they are growing,
in scale, textures, physical structures, and patterns. The scale, textures, physical structures, and
patterns are used as a framing device to make it difficult for spectators to figure out my identity,
identification, movements, and intentions when performing or displaying a work.
My paintings became a haven for exploration. It gave me freedom to experiment, fail, learn, and
play with various colors. My weaving grounded my Filipino roots. It became a portal to home,
ancestors, and spirituality. My installation is a protective device that attempts to disrupt viewers’
access to my stories, histories, and community. All of these approaches to artmaking are
influenced by lived experiences, family histories, and current events.
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Behind the Blue Shed, 2021, 156 x 108 x 24 in. Rattan, coconut leaves, fabrics, canvas
Old Man of the Mound, 2022, Mixed Media
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- Dios
- Pa
Where I am from, it is customary to greet every person when you enter a space - your
own house, your neighbor’s house, a gathering place, and even sacred places.
A greeting in the Itawis and Ibanag tribes from the Northern Philippines is
circumscribed by two parties. Dios or Dios i egga nikaw translates to “God be with
you” and Pa, derived from Kunne nikaw gaPA (meaning “and to you”) is used when a
person/s enters their neighbor’s or a stranger’s house and when passing by
people hanging around outside their spaces. It is a formal exchange, as when the
greeter announces “Dios,” the recipient responds “Pa.” This courtesy is similar to a
liturgical gesture catholic people do in mass when they say “peace be with you.’’Promenading through a neighborhood becomes almost like a performance: one must greet
every household one passes. This exchange of gestures entreats respect and care to
the community as one navigates their way to their destination.

PAGBATI

This action is also similar to “Mano Po’’ gesture - a ritual when a young person
slightly bows to an elder as they take the elder’s opposing hand respectfully placing it
to the midpoint of their forehead.1 Coming home from school or anywhere outside
the house, I have to gently ask for my elders’ hand and place it on my forehead as a
signal that I am present and ready to do my chores. Coming home means household
work or gathering with family.

GREETINGS

This exchange also resembles the traditional Filipino superstitious phrase, tabi tabi
po (translating to “excuse me” or “may I pass?”) This ritual is used when one walks to
a sacred land or to a space where spirits are believed to be residing. Today, this polite
respect is more associated with the invisible. Tabi, tabi po baka kayo mabunggo
(Excuse me, please, lest I bump you) is the polite way to pass.2 In my province, it is normal when males take a piss outside. If he does this n the dark, he has to spit as a signal
to the spirits that he is using the space to relieve himself. This is a greeting gesture
that one uses as a temporary way to claim a space while also respecting the invisible
beings inhabiting that space.

1
2
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Customs, Etiquette, Manners in the Philippines.
Clark, Jordan, Folkloric Spirits.
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An exchange, palitan, appears in all aspects of my works from painting, weaving,
installation, to performance. Verbal and non-verbal exchange can be seen in my
diasporic experience, the material used, and audience participation. The work requires
an exchange in gaze, touch, verbal and non-verbal communication, gesture, movement,
body language, and response to the space and materials. My works are invitations to
experience Filipino heritage and trauma, especially mine, while sharing celebratory
affirmations and survival tactics.
My body of work is fluid. It does not have a particular genre. I move from painting to
weaving to performance and back and forth. It is almost as if my practice is in the
diaspora but attempting to connect to the homeland, pangingibang bayan. My work is
constantly looking for its community (pamayanan) , its people (kakilala), then shapeshifts to blend when confronted with otherness. It is in search of lived experiences and
embodied perspectives of diasporic Filipino/Filipina/Filipinx immigrants and queers in
order to understand our histories, bodies, and purpose.
When an Itawis or Ibanag person (my tribe) immigrates to a foreign land, they must
kiss or taste the soil as a form of greeting. This greeting asks for good luck, prosperity,
and prevents adversity. When I immigrated to Canada, my mother made me kiss the
soil to acclimate myself with a new place to build a new life.
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Moving from one place to another led me to change my way of thinking, interacting,
and surviving. As an artist, it is crucial to stay in motion in order to arrive at the
destination. I pull from different art disciplines to translate an idea into a tangible
object. Wherever I go, I utilize local objects, materials, and resources as part of my
work. However, before sourcing any materials, I greet them to ask permission through
verbal ritual or touch. This sense of greeting permits me, as an outsider of the land I
am inhabiting, to respectfully use what is available.
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As the common greeting, hi and hello, an entry point to the conversation, my works’
hospitality is a threshold that embeds cultural codes through mark making to confront
gender, politics, racial injustice, and immigration.
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Gathering Phragmites in Fox Point, Providence.
April 2021
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Lawin | 2020 | Soil on Paper
Documented Performance | 3:06 minutes
“From the Neighbor’s Lawn”| 2021 | 76 x 74 in. | Phragmites
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CAMOUFLAGING
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The function and purpose of camouflage, whether in the animal kingdom, in war, or in
civilian context, is concealment. To conceal one’s identity, identification, movement,
body, intentions, and culture.
In the animal kingdom, camouflage is a defense mechanism. It is used by organisms as a
survival tactic through color change, pattern-making, countershading, and mimicry.
They are able to use camouflage because of two primary properties, pigmentation,
and physical structures. These properties allow animals to avoid detection by
predators or prey in the wild.
The natural world is full of amazing examples of camouflage, with the strategies
employed diverse and sometimes extraordinary. These include using markings to
match the color and pattern of the background, as do various moths, and breaking the
appearance or shape of the body, as do some marine isopods. While we often think of
camouflage as a property of a prey animal, predators also regularly have markings for
concealment to remain undetected/unrecognized by their prey, including many
3
spiders, which possess striking camouflage to be hidden from both predators and prey.
In the military, the reason for camouflaging is to be visually disruptive. The meandering
lines of the mottled camouflage pattern help hide the contour - the outline of the
body. When one looks at a piece of mottled camouflage in a matching environment,
the brain naturally “connects” the lines of the colored blotches with the lines of the
trees, ground, leaves, and shadows. This affects the way we perceive and recognize the
4
person or object wearing that camouflage. During wars, militaries from different countries camouflage not only themselves but also their aircraft, tanks, or warships. They
use natural foliage from a specific area to better conceal their bodies, movements,
and vehicles. By using specific types of foliage, pattern, or paint attached to their
bodies and equipment, it helps them go undetected and move smoothly to attack.
TIn his article How Military Camouflage Works, describing U.S military tactics using the
dazzle design on their warships, Tom Harris stated that “the dazzle camouflage design,
developed in 1917, obscures the course of the ship (its direction of travel). The dazzling
design resembles a cubist painting, with many colored geometric shapes jumbled together. Like the mottling in camouflage wear, this design makes it difficult to figure out
the actual outlines of the ship and distinguish the starboard side from the port side.”5
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Merilaita, Sami, and Martin Stevens. Animal Camouflage : Mechanisms and Function.
Harris, Tom, How Military Camouflage Works.
Harris, Tom, How Military Camouflage Works.

Moving to North America, I experienced deep identity
trauma. Feeling out of place and vulnerable, I became a
victim of racial discrimination and profiling. I questioned
why I felt misplaced in spaces that I inhabited, what my
position was as a queer, brown man in the U.S, and how
I could navigate spaces without being a target of
oppression. I had an unnerving desire to change my skin
color. Like a chameleon changing their colors to blend
to its environment, I employed the use of camouflage
as a tactic to blend in with society, through altering my
accent, changing my body language and physique, and
hiding my Filipino-dominant dietary preferences.
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Chameleons are defenseless, they are slow, nonpoisonous, and gentle. Their way of
surviving in the wild is to stay hidden (pagbabalat-kayo) . According to Devi
Stuart-Fox, an evolutionary biologist at the University of Melbourne, who’s been
studying chameleon color for more than a decade, the lizards have the ability to adjust how bright their skins appear. When there’s less light, brown to black pigment cells
called melanin flood to the skin’s surface and cause the chameleon to appear darker—
and thus more camouflaged. “It’s like putting a dark wash on everything,” Stuart-Fox
says. “You’ve got to imagine paint mixing: If you have green paint and mix more black
into it, it will change the brightness and also the hue.”6
As a Filipino, my upbringing is to be gentle and polite. However, as a Filipino in
diaspora, I have to adapt, mutate, toughen up, and blend in to secure social mobility.
Due to racial discrimination and effects of U.S occupation in the Philippines, one way
to gain respect, desire, and maybe equality is to become “white.” Living in Canada
and the U.S, I attempted to whiten my skin by using whitening products such as soap,
facial cream, and lotion as well as taking glutathione. Glutathione is the most popular
whitening products in the Philippines and making its way globally. It promises to whiten brown skins for a more desirable complexion. My works “Am I White Enough?” and
“Glutathione” reflects on this experience while critiquing whiteness, brownness, beauty
standards, and internalized colonialism. I took these whitening products as my way to
blend in with the spaces that I inhabit since my combat skills are pretty much none.
For me, it was a necessary move in order to prevent discrimination, abuse and violence. However, the whitening products did not work on my body. My skin remained as
brown as it was ever since.
David E.J.R.’s book “Brown Skin White Minds,” a direct reference to Franz Fanon’s book
“Black Skin White Masks,” argued that the sustained denigration and inhumane treatments that the colonized are subjected to under colonialism often lead to self-doubt,
identity confusion, and feelings of inferiority among the colonized. Noted postcolonial
educator Paolo Freire further contended that because of the inferior connotations
the colonial society has attached to their cultural and ethnic identities, the colonized
might develop an intense desire to rid oneself of such identities and try to emulate the
colonizer as much as possible. Thus, the colonized may begin to talk, act, and dress like
the colonizer because the colonizer’s ways are seen as superior. Simultaneously, the
colonized may also begin to shed themselves of anything from their heritage, culture,
and ethnicity because such a heritage is seen as inferior. 7
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6 Jones, Benji, Chameleons’ Craziest Color Changes Aren’t for Camouflage.
7 E. J. R. David. Brown Skin, White Minds: Filipino -/ American Postcolonial Psychology, 56.

Left: George Dewey Soap Advertisement (public domain image)
Right: A political cartoon depicting Filipinos as child-like savages needing to be civilized and
educated, led by President William McKinley. (Hamilton, Grant, 1899. Judge, Judge Company:
New York, NY) (public domain image)
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“Am I White Enough?” | 2022 | Bleached Fabrics and 10,000 whitening pills
Installation Shot, “Am I White Enough?”
Detail, “Am I White Enough?”
“Gluta” | 2022 | 5.35 mins. | Video
Detail, ”Gluta”
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PAGBABAGONG-ANYO

SHAPESHIFTING
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Within my work, my body, identity, and cultural signifiers are present; however, they
are being veiled by objects that are familiar in the Western world. These materials are
oil paint, fabrics, yarns, plastics, stretcher bars, and canvas. These materials are mirages
that non-Filipino viewers view as a palatable work of art. In order to defy the mirage,
one must understand the complexities of materials and colors, and why they are
juxtaposed together.
To argue Freire’s point, I did not change how I talk, act, and dress like the colonizers
because I see these ways as superior. I had to learn all these tactics for survival and
mobility. I had to change my accent in order to be understood easily and to prevent
being mocked. I had to become an expert mimic in language, accent, and gesture while
keeping my mother tongue alive. In my works, Filipino ancestral artmaking, symbolism,
and references are present while being displayed with mainstream artmaking in the
West. I am challenging the history and form of painting by employing Filipino
weaving and textile techniques, craft making, decoration, and ornamentation that I
learned when I was growing up in the Philippines.
My works use painting’s stretcher bar as a support system for weavings - transforming
its traditional use to hold stretched canvas. These transformative possibilities of materials and methods generate political resistance. The work’s aesthetic cultivates a space
of resistance challenging the hierarchy of painting. In my weavings, I am thinking like a
painter by using formal qualities of painting but instead of stretching a store bought
canvas, I am weaving my own substrate and allowing its affiliation to inform the look
of the work. My 2-dimensional works utilize a variety of materials frequently used in
garment, agriculture, architecture, food, and dance, to produce tension about what
painting can look like. These materials can launch an act of metamorphosis, offering
new orientation points and challenging dogmatic thinking.
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Being queer and an immigrant places me in the game of
invisibility and hypervisibility. In jobs, opportunities,
justice, and validity we become invisible. However, in
labor exploitation, discrimination, and racial injustices we
become hypervisible. As an artist, I have the power to
play around with masking my body and agenda in
certain spaces in order to feel safe or move around
freely. I can conceal my emotions or “myself” in spaces
that are hostile while remaining visible to a certain group
of people. In my work, I am using an explosion of
materials and colors through weaving or installation to
block a performance or painting from the viewer’s eyes.
I am utilizing another piece of artwork to destabilize the
viewer’s consumption of the work and the subject.
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“Excess” | 2021 | Public performance at India Point Park
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“Pugad’ | 2020 | Performance, Installation, Weaving, Video
“Three-Hundred Thirty Three” | 2022 | Mixed Media
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In “Blending and Standing Out - Camouflage and Masking as Queer,” Magda Szczesniak
notes that “Camouflage, or protective concealment, can be defined as a visual tactic
designed to confuse the seeker and to prevent…from determining the “size, direction,
speed, and identity” of the one hiding. The history of human camouflage – a military
technique that uses tools developed within visual and decorative arts – consists of
multiple encounters and negotiations between artists, military men, and women, and
a number of visual tools – painting, photography, film, and digital imaging systems.” 8
In Filipino daily lives and in any form of gathering kain, (“to eat”) is also an invitation
for other people to eat with them. This is a trait that all Filipinos have - to be hospitable and welcoming. However, with my performance titled “Kain,” an octagonal shaped
container or a “world” holds my body, complicating hospitality and viewership. The
container is made of eight woven artworks using rattan, bamboo leaves, shells, canvas,
rice sack, coconut leaves, fans, feathers, abaca, yarn, threads, sinamay, and phragmites.
These materials are held together through an industrial plastic fence. Installed as an
octagon vessel, the inside becomes a safe space for ritual such as cooking, chanting,
and dancing. Table settings were placed in the room to invite people to be more
comfortable while I was cooking pork adobo and rice inside the container. Pork adobo
can make a whole room smell savory and appetizing, but for non-Filipinos the smell
can be repelling. With this performance, I am trying to be hypervisible through the
smell but I am also trying to hide my body, my rituals, my process of cooking, and
dancing by doing all of these things inside the octagonal container. I wanted to
complicate viewership, gaze, participation, and accessibility by eating in front of
spectators then implicate them by offering my leftovers.
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“Tinikling” | 2022 | Acrylic, house paint, yarn, facbrics,
rope, and twine, on stretcher bars
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“Tres Marias” | 2022 | Acrylic, house paint, yarn,
twine, and linen on stretcher bars

My shapeshifting ability of being Filipino and being Filipino-American, being
vulnerable and authoritarian, being implicator and implicated, and being hospitable
and subversive is heightened through the state of encounter and degree of participation proposed and represented by me in the arena of exchange. Nicolas Bourriaud
stated that this arena of exchange must be judged on the basis of aesthetic criteria by
analyzing the coherence of its form, the symbolic value of the “world” it suggests to
us, and the image of human relations reflected by it. Within this social interstice, the
artist must assume the symbolic models he shows. All representation refers to values
that can be transposed into society. As a human activity based on commerce, art is at
once the object and the subject of an ethic. 9
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Szczesniak,Magda, Blending and Standing Out - Camouflage and Masking as Queer.
Bourriaud, Nicolas, Relational Aesthetics, p. 18.
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Installation Shot | “Kain?” | 2022 | Performance
Detail | “Kain?” | 2022 | Performance
Still Shot | “Kain?” | 2022 | Performance

20

40

PAGTANGGOL

PROTECTION / DEFEENSE
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In 2021, anti-Asian hate crime increased by 339 percent in the U.S alone. The
Asian-American community is being attacked due to racism - they are being stabbed,
punched, verbally abused, and pushed in the subway to their death.
Part of my artistic practice is to foreground problematic issues happening around
my community - as queer, as Asian-American, as Filipino, and as an immigrant. As an
artist, I am using my art practice to tackle social justice, diasporic imaginations, and
world-building.
Through world-building, I hope to create a better and safer world for marginalized
communities - whether utopic or physical. With these worlds comes self-reflection
and cultural resistance. Saya Woolfalk stated in her interview with Alanah Joseph in
Huffpost that “...thinking about the difficulties of notating the world through
scientific means, and combining that with the hopeful imaginary of spirituality. When I
think about it, a lot of Western European knowledge production comes out of
Christianity. Science and religion have always been intertwined, but have somehow
10
become distinct entities within American culture.” She and I work in combining
various symbolisms and cultures that help understand or question the multicultural
world we live in. Saya and I also use colors, objects, and sounds (such as chanting) that
are both familiar and unfamiliar. This is a cultural resistance that I highlight within my
works - the visibility of culture and its refusal.
With camouflaging, shapeshifting and world-building comes protection. Protecting
a body, a ritual, culture, heritage, family, community, or stories. In the installation of
“Kain” - the Brown body is inside the container showcasing chanting, weaving, cooking,
and costuming but denies the viewers’ entry. This is a direct reflection of the 1904 St.
Louis World Fair where indigenous Filipinos are taken from their homeland and forced
to perform their identity in the U.S for Western gaze to enjoy. I am attempting to
protect my Filipino identity, my ancestors and my culture by reclaiming these practices
and denying the audience the ability to fully consume and enjoy it.

In “English is Broken Here,” a blockage of weaving is protecting the drawing of
Asian-American bodies that have been violated and murdered within the past few
years. The weaving is a tactic to protect the subject’s body, labor, culture, and heritage
from being overly consumed. I am employing a camouflaging strategy used by animals
called “disruptive patterning.” This technique breaks up the outline or silhouette of
the animal which makes them invisible to its predator or prey. Through an object or
another form of art, I create patterns that disturb the actual work making it difficult
for viewers to get a sense of clarity. Playing with control, I am creating a safe space of
brown bodies, queer bodies, and immigrant bodies to move painlessly in a foreign and
unfamiliar space.
I am also employing all of these strategies to my thesis work entitled “Touch Me Not.”
This work serves as a memorial to members of all marginalized communities who have
lost their lives due to hate crimes, racism, and discrimination. The mural-like
painting of flowers performs as a representation of Asian-American bodies. It is not
just a painting but a monument that commemorates all of those unjustified deaths.
The weaving in front of it is to represent a barrier, harang, a protection. As grand and
complex as it may be, the weaving is used to tantalize the viewers in order to stop
them from reaching forward. Spectators are given permission to access the work but
are not invited to participate and be part of the space.

10 Joseph, Alanah, Artist Saya Woolfalk Is Challenging Ideas of Race and Cultural Boundaries.
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“English Is Broken Here” | 2022 | 8 X 30 feet
Paper, yarn, rattan, fabrics, coconut leaves,
industrial fence, 8x30 ft charcoal drawing.
Installation Shot, Hunter Gallery,
St. George’s School
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“Bathalang Maylalang” | 2021 | Video /Performance
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PAGHABI
PAGPINTURA
PAGKUKUWENTO

WEAVING
PAINTING
STORYTELLING
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As an immigrant, I have to negotiate my identity and
culture as an act of survival. Within my journey, I have lost,
broken, and neglected my Filipino-ness, however I have also
found ways to recreate, reconstruct, and rebuild my identity
through friends and communities.
In my path as a painter, using oil paint as the main material
became limited. Because of this, I started to look back at my
early childhood art influences such as weaving, dancing, storytelling, chanting, and costume making. My childhood was
filled with crafts and decorating, and weaving was a huge
part of my formative time as an artist.
The process of weaving baskets and mats address the
construction, deconstruction, and reconstruction of a
Filipino identity in the diaspora. Through the weaving’s warp
and weft, intersections, mutations, and assembly marks all
lived experiences and diasporic imaginations I have
experienced in life. Through weaving, I am authentically
sharing stories about my ancestors, my family history, and
our hope for equality and survival. By combining weaving
and painting, I am able to produce works that visibly talk
about my identity while also strategically protecting
important details that only my own community can access.

50

24

26

25

24
25
26
27

53

“Diasporic Threads” | 2022 | 10 x 50 feet | Recycled plastics and canvas
“When You Said I Was Liberated” | 2021 | 100 x 103 in. | Mixed Media
“Pamaypay” | 2022 | 40 x 30 in. | Acyrlic and house paint
“Meet Me In The Middle Of The Sea” | 2022 | 40 x 30 in. | Acyrlic and house paint
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“Mermaid’s Tail” | 2022 | 72 x 51 in. | Rattan, fabric
abaca, industrial fence on stretcher bar.
“Tinikling” | 2022 | 80 x 40 in. | Rattan, bamboo
leaves industrial fence on stretcher bar.
“Kanne Arsag” | 2022 | 9 x 5 ft | Bamboo leaves, can
vas, fabrics, yarns, threads, phragmites, shells, twin,
rattan, abaca, industrial fence on stretcher bar.
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“Nanang” | 2022 | 78 x 51 in. | Abaca
“Afi” | 2022| 172 x 27 in. | Feathers and fabrics
“Dear Jason” | 2021 | 30 x 40 in. | Twine, canvas, saran wrap, canvas, house paint, acrylic, rattan
“I am my own body” | 2021 | 35 x 51 in. | Oil on canvas wrapped in rattan
“Untitled” | 2022 | Acrylic and house paint
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“Midday Landscaoe in the the Orient” | 2022 | 7 x 5 ft.| Rattan
“But When I am With You” | 2022| 60 x 40 x 2 in. | Twine, house 		
paint, acrylic, thread, yarn on stretcher bars.
“I, Who is Breathing” | 2021 | 7 x 5 ft. | Oil on canvas
“Sorry, I am seeing someone” | 2022 | 78 x 66 in. | Oil on canvas
“For Jennifer” | 2022 | 66 x 50 in. | Acrylic and house pain on canvas
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